MUSICAL  METHODS                69

Western side of his mentality. That gift was responsible for
a number of compositions which were conceived in the
spirit of a foreign and a distant epoch : they were Gavottes
and Sarabandes, Minuets and minor classical compositions,
in which Paderewski was interested mainly from the point of
view of counterpoint. They expressed the spirit and the
style of their day no less convincingly than did his fiery
Cracoviennes and Mazurkas. The grace of the harpsichord
composers and the epoch they represented appealed to
Paderewski's fastidiousness as their delicacy did to his sense
of order.
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As his technical maturity increased, instrumental com-
positions developed in the place of simple melodies, and their
national character became even more apparent than before.
The national character had never been expressed except in
vague forms. As a student in Warsaw Paderewski decided
to make a thorough study of those elements in Polish music
that heconsidered most significant: the folk-lore of the songs
and the dances of the Gorals, the mountain-dwellers of the
Tatra. He got into touch with their most famous musician,
Bartek Obrochta, a simple countryman, who from tradition
through constant preoccupation knew all the ancient local
folk-music. This contact with Obrochta was of greatest value
to Paderewski; it took him away from the musical drawing-
room nationalism and the artificial interpretations of folk-
music as known by other composers, and made clear to him
the pure symbolism of the Polish musical spirit. He decided
to recreate the old tunes. He made accurate piano trans-
criptions of them, which appeared under the title of " The
Tatra Album" (op. 12). Without changing the tunes, he
cast them into definite instrumental shape. In later years,
however, he consciously developed not only the melodic
atmosphere, but motive and execution out of Polish ideas.
There was a piano concerto in A minor, op. 17, dedicated